Literature of the twentieth century, as is often enough suggested, has been characterized by the importance it has attached to time. The nouveau roman, however "new" it might have been, did little if anything to change the situation. Recent years, however, have seen a metamorphosis in the attitude of French writers toward time. This new attitude is not the immediate result of any philosophical upheavals. Rather, the nouveau roman's underlying premises have been pushed in the direction of their penchant by the practitioners of the nouveau nouveau roman. As many of the writers involved move closer to Robbe-Grillet's ideal of someone who has nothing to say but says it well, 1 traditional characterization sometimes evaporates to such an extent that the narrative subjectivity which has traditionally favored the dominant thematic role of time virtually ceases to exist: it remains to be seen whether abstract literature will develop new approaches to time which will reintegrate this theme into contemporary approaches to the novel. Further, as meaning fades from the forefront, as message is replaced by bricolage among current writers, the traditional time-oriented and -honored metonymical approach to narration (i.e., the wellconstructed plot) 2 is replaced to an ever-growing extent by metaphor, on the levels both of micro-and macro-structure. In the early stages of the transformation, this phenomenon was observable primarily in the structural metaphor.3 A more extreme variation would be a novel (it would be safer, perhaps, to use the word "text") containing nothing but formally similar shapes. While metaphor can be treated temporally through the presentation of similar sequences of actions, as in La Prise /Prose de Constantinople and Projet pour une revolution a New York, it lends itself more readily to spatial treatment. Glancing 6 The ideological differences in approach to theory and practice remain unresolved, but Robbe-Grillet's comments on the function of metaphor in his works call for some considerable revision of the academic "myth" of Robbe-Grillet based on his early essays.
Freely admitting the terroristic character of his well known remarks on the necessity of banishing metaphor, Robbe-Grillet is quick to point out that the articles had been solicited by L'Express, that he was aware, even while writing them, of how unreasonable they were, and further that he can't stand terrorism to begin with. "While I was writing that definitive condemnation of metaphor, La Jalousie went right on dealing with metaphors." This apparent paradox finds its resolution in Robbe-Grillet's even more fundamental distrust of meaning. Metaphor had been condemned because it was supportive of the sens institue, but theoretical activity is equally dangerous for precisely the same reason. Rejecting the theory of writing in favor of the practice of writing, Robbe-Grillet is unwilling to be trapped by the sens institue of his own past terrorism, and so it is not all that astonishing to find a great deal of metaphor, structural or otherwise, in Topologie d'une cite fantome.8
As if to force the reader to deal with the metamorphosis which has taken place in Robbe-Grillet's approach to the texts he produ-ces, the very vocabulary used pejoratively in "Nature, Humanisme, Tragedie 12 is characterized only as being as old as the sewing machine and the phonograph. The bicycle, offering possibilities of analogy with the sewing machine on the levels both of metaphor and paranomasia, '3 receives no direct mention at all at this point in the text. Thus, it is not unreasonable to suspect that the word "analogue" is designed primarily to be extremely visible.
Along with "analogue," Robbe-Grillet uses the words "metaphore" and "metaphorique" on several occasions in the text. In a passage entitled "Love here now," we read that "We've had enough of ... adjectives and metaphors" (p. 103). 14 The metaphors in question are contained in the previous passage, "La foret magique," which begins with a description of an enchanted forest. The sequence is an example of a metaphorical text run amuck, as is suggested by the title, itself a phonetic anagram of "l'age metaphorique," "the age of metaphor ": poisonous plants hanging down all over the place laugh in silent mockery above our heads, long creepers swing down from the branches as we pass to seize us by the waist, by the armpits or by the wrists .... the large red-fleshed flowers falling ceaselessly from the orchids that adorn the giant trunks take advantage of our panting to force their way into our open mouths and start to choke us. Our hair, too, having come down in the struggle, is like tangles of snakes, and our torn dresses hang from our hips in long streaming scarves, bewitched sashes that start to dance the saraband ... (p. 103).
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"The sea," on the other hand, is a smooth surface on which one may walk "without sinking in or leaving the least trace" (p. 103), 16 remaining in the safe world of surface description of objects and avoiding the entanglements of metaphor. "The forest" and "the sea" reappear later in the novel, but the distinction between the two disappears to such an extent that their mutual relation is itself clearly metaphorical: 17 The vast, abandoned forest completely surrounds the impossibly large dwelling that stands there empty, beset up to its topmost windows by foliage crowding the window recesses, shifting, rustling, beating at the panes like some sly sea alive with adjectives and metaphors, poised to swallow you up (p. 139).18
The text is running wild, here, as are the "frondaisons," the foliage which, by the terroristic logic of twenty years ago, would not have been allowed to crowd, literally to "assail" a building; likewise, doors, walls and windows would not have been described as "gutted" (pp. 70, 110),19 even in the context of Ricardolian regionalisation.
The implicit polyvalence of "frondaisons" 2° provides us with a good opportunity to gauge the extent to which the text is, in fact "grouillant," alive with metaphors. The 72 ; the alphabetical order is reversed here). The G of "J'ecoute," echoed immediately by "jacassement," " geais" and "geant," is present starting with the first chapter, or "space," which describes the "generative cell." Later, four giant soldiers standing near a "smoky flame" will help generate an "oriflamme" (p. 37) .22 The "geants," who eventually appear in the final description of the forest (p. 139), also produce the letter G on the oriflamme; this in turn produces a word sequence and also the novel's "hero," David. Specifically, David G., who will become David H. (p. 57 ff.). H, of course, reappears in the "haches qui cognent au fond de ma poitrine." G associated with David, in the context of Robbe-Grillet's propensity for onomastic games, 23 inevitably suggests Goliath, an especially logical suggestion in light of the "geants" which generated David in the first place (p. 37) . Robbe-Grillet follows through with his logic as the "haches" chop away at the "still gigantic" 24 tree trunk. Hence the frondaisons, economically suggesting the etymologically distinct roots which unite David's slingshot and the forest's foliage in a single passage. Metaphor, like "the forest," is "ever-present": "Who was it saying ... that there was no forest ... ?" (p. 139) 25 The "frondaison" of the procedures of analogy operates both on the level of the signified, as metaphor, both implicit and explicit, and on the level of the signifier, in the form of paranomasia, including alphabetical and phonetic anagrams. These operations begin before the book has even been opened, within the novel's title. The French title is both overtly and covertly polyvalent. On the more obvious level, the "cite" suggests not only the city or cities through which the narration procedes, but additionally the idea of quotation, i.e., of intertextuality. Thus, We are reading old-fashioned novels set in the depths of a phantom Africa, full of psychological dramas that are quite incomprehensible in the humid heat and the chirring of crickets. The sexual character (and ambivalence) of Topologie's butterflies is similarly reflected in the several species of birds which nest in the forest of metaphors. The schoolgirl of the fourth space, in her sagesse, does not look at the pigeons, nor does she listen to the cooing when "the pigeons" are replaced in the text by "the pairs of pigeons" (p. 92). Her attention is, however, caught by the mating dance of "a puffed up male" before "the woman with her sleek plumage, she meanwhile pretending to see nothing at all" (p. 92).40 As the "schoolgirl" plays the role of the female pigeon, the male becomes, through a metaphorical transit already implicitly present in Le Voyeur's seagull, David Hamilton's camera. Most of the other birds are female. Like "the little iridescent goddesses" of the "Coda" (" [they] make such unexpected, rapid movements that one barely sees their transformations take place, as if they had passed without transition from one costume to the other ..." (p. 141)), 41 "she" is transformed into a dove and disappears in a "cloud of reddish brown vapor" (p. 101).42 Her reappearance takes place in the form of a "pretty little redhead" (p. 115)" whose portrait is framed in the antechamber of the brothel. ( Having demonstrated the authentic relationship between poule and oeuf in the "bleeding eggs" scene of Glissements progressifs du plaisir, Robbe-Grillet seems satisfied in Topologie to generate il coquillage" (p. 201) and "quille" (p. 186), '6 to put a watermelon in a nest (p. 61) and to point to the formal similarity between rocks and balls of paper. The first rock is "un caillou gros comme un poing" (p. 36) , 47 thus generating the stylet ("poignard") which accompanies it. The pierres and cailloux, which are continually being dropped or thrown from heights, onto dry land or into water, resemble the balls of paper hurled at the swimming girls in a gesture which parallels the slaughter of the Vanadian virgins (p. 57; cf. p. 50); landing in the water, the papers unfold, like those associated with Proust's madeleine, to reveal a text.
Because of its shock value, the "for& magique" of Topologie is perhaps the section that will remain longest in the mind of the reader. However, the position of the sea beyond the forest (p. 
